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ABSTRACT - Consisting of a substantial number of works (standalone pieces or cycles), the choral oeuvre of Adrian Pop — 
contemporary composer from Cluj — is representative both in terms of the frequency with which the composer has approached 
the genre ever since the beginning of his creative career (in the 1970s), and especially in terms of the various inspirational 
sources used, Romanian or universal folklore and poetry — mainly German and Italian. The way in which these tendencies are 
musically represented in the choral works of Adrian Pop reveals a strongly individualized compositional style lying between 
tradition and modernity, by which the composer makes full and refined use of the vocal ensembles’ resources and whose 
permanent goal is to elicit the significance of the underlying text — whether folkloric or lyrical. 
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The author of an extensive musical oeuvre comprising symphonic, chamber, vocal-instrumental, as well as 
electronic and theatre music, the contemporary composer Adrian Pop has devoted a large amount of attention to 
the choral genre — considered as “the main artistic-musical form of the people"! and an essential resource in “the 
formation of a national school of composition'?. Thus, Adrian Pop is a continuator of the tradition established 
ever since the 19th century by representatives such as Gavriil Musicescu, Gheorghe Dima — whose creation 
marked a phase of “transition of music from tonal-functional thinking to the intuition of solutions for approaching 
and integrating modal folk elements”? —, Ion Vidu, Dumitru Georgescu Kiriac, Augustin Bena, Martian Negrea, 
Paul Constantinescu, Tudor Jarda and others, and the Cluj composers’ heritage initiated by Sigismund Toduta — 
who transformed the choral apparatus into “an instrument that offers many possibilities, especially in terms of 
timbre"^ — and his disciples: Vasile Herman, Cornel Táranu, Ede Terenyi, Constantin Ripa, Hans Peter Türk — 
whose genre works “bear the mark of vocality and a lyricism specific to the traditional Saxon background of the 
songs in whose environment he was formed and studied"? —, Dan Voiculescu, and Valentin Timaru. 

The choral works by Adrian Pop, addressing various configurations of the choral apparatus (yet the mixt one 
prevailing through no less than 60 titles), date back to the beginning of his career in the 70s, being subsequently 
identified throughout the entire creative path of the Cluj composer. Although constantly present, the choral genre 
of Adrian Pop lies under variables which become critical on an attempt to draw a periodization or conclusions on 
its stylistic features. 

One first variable, already mentioned and easily to delineate, is the choral apparatus’ configuration. Even 
though the timbre richness of mixt choir is fully engaged within the composers’ reference works and cycles, 
manifesting for nearly five decades of creative activity, male choirs or choral works addressing equal voices 
(female, children) are also strongly represented, especially in the beginning and the end of the 90s. 

Furthermore, although there is a great representation of standard choral configurations within the work of the 
Cluj composer, there are also exceptions, one-time typologies found in connection to the choral segment. Such an 
exception is linked to the patriotic song — a result of the social and political context of the time —, which actually 
opens the choral works series in 1974 and is kept mainly in the mixt choirs by the end of the Communist Era. 
Other single cases are: the madrigal, whose occurrence can be signalled within the cycle Trei madrigale (Three 
Madrigals) — lyrics by the Italian poet Salvatore Quasimodo, written between 1979 and 1985, or the bagatelles — 
comprising the Eight Bagatelles cycle on Christian Morgenstern's lyrics from 1986. Going forward — the colinda, 
the song are fundamental genre typologies within the choral oeuvre of Adrian Pop, regardless of the addressing 
ensemble configurations. 

The main element of variety in the choral works belonging to the Cluj composer lies, however, within the 
inspirational sources employed — the Romanian folklore, as well as the international one, and the European poetry. 
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The retrieving and implementation of folk melody under multiple forms, along with the process of advancing the 
autochthonous essence comes, after all, as a characteristic practice in the 20th century Romanian music, and its 
revealing through choral instances can be linked directly to the momentum of the genre already manifesting during 
that time. The tradition was also embraced by the Cluj composition school, as folk processing or folk-style 
compositions, as well as the Sigismund Toduta’s choral poems, or the works by Liviu Comes, Tudor Jarda, 
Constatin Ripa, Dan Voiculescu, Valentin Timaru claim, works in which the common archaic fund never 
overshadows the modernist trend or the highly individualised style of the exponents. 

As for the composer Adrian Pop, a former student of the folklorist Traian Mirza, who “had open to him 
curiosities way beyond the primary aspects of the matter” — as he himself asserted, the folklore background 
provides an important asset, highly noticeable even in his early choral works for mixt choir from 1974, when the 
first of eight carols — eventually comprised by the Colinde laice (“Secular Carols”) cycle — was written. Here, his 
complex and extensive perspective on the colinda practice is confirmed by the capture of two unusual instances 
of the custom: the “fault searching” one, a parody that converts the ritual context to a highly humorous one, to a 
party ambience, as in Vine hulpe di la munte (“Here comes the fox down from the mountains”,1974), and the 
“un-singing the colinda” situation, when the carol is not welcome by the host and the carolers’ oration turns, in 
response, into a series of imprecations and curses, as in Cine nu ne-a lasa-n casa (“Who won't let us in", 1981). 
The folkloric quotations laying at the base of the two carols are either picked up from folk collections (Vine hulpe 
di la munte, and most of the Colindele laice), or the expression of a sounding environment imagined by the 
composer in connection to such circumstances (Cine nu ne-a lasa-n casa). The language techniques employed by 
the melodic processing, as well as the heterophonic moments — achieved by “breaking down the melody into 
factors” with the “polyphony of commentary elements”® complemented by the “undetermined-sounding”’ 
exclamations typical of folk language — in Vine hulpe, or the onomatopoeic effects given by text chanting, the 
extra-vocal touches or the light aleatoric segments in Cine nu ne-a lasa-n casa — mark the modern spirit of the 
composer’s style, perfectly balanced in relation to the long-established manners of processing folk melodic 
quotations — through pedal notes, augmentations, imitation and so forth. The aim consists of highlighting the 
autochthonous layer and setting a strong connection between text and music. 

Besides his tenacity and flexibility, evidenced by the approach of less usual sides of the carolling, Adrian Pop 
remains devoted to the Romanian folklore tradition, and especially the Cluj componistic heritage. A proof in this 
regard is the use of the mioritic theme — first in Etos 1 for orchestra, written in 1976 — and, two years later, in the 
secular carol Trecu-mi-si mai margu-si, whose sound universe built on a folklore quotation basis, or by phonemic 
lines resulting from keeping the vowels of the carol text only (as in the introduction segment and the coda), 
successfully renders the content per se, as well as the archaic spatial dimension. The folk verses place the narrative 
line after the disappearance of the shepherd boy, at the moment when his mother, Miorita, is looking for him, as 
she approaches a “band of riders” to whom she provides a description of her son by using the well-known lyrics 
of the ballad in Alecsandri's version. 

Adrian Pop did not confine himself, however, to the Romanian folklore. His numerous folk songs for male, as 
well as equal voices to Italian, French, Spanish and even Greek verses, provide evidence of a great versatility in 
relation to the European culture and traditions. Many of his works were intended for international composition 
contests, among which the one in Trento (Italy), often frequented by the composer. 

A defining segment of his inspirational sources is represented by the European poetry, an expression of Adrian 
Pop’s fondness for the universal lyric. Diversity is, as in the folklore-based sector of his oeuvre, the main 
characteristic of the employed verses, again more prevalent with mixt choral configuration. We can therefore 
identify the sealed language of the Italian author Salvatore Quasimodo within the cycle Three madrigals written 
between 1979 — 1985, the troubadours' lyric works in the cycle Trouvéres dated 1981, the playful essence of the 
Galgenlieder texts — “Gallows Songs" within the series Eight bagatelles from 1986, the existential-symbolic 
meanings in Lieben — “Loves” by Rainer Maria Rilke (1988), or the poignant descriptive accents in the more 
recent Le voix de la nuit (“Voices of the Night") on lyrics by Alexandru Macedonski and Alfred de Musset, 
available both in the initial version for double-choir (2011), and in a unique adaptation for choir & orchestra 
(2017). 

The fusion between text and music prevails, thus the language elements are finely adjusted to the prosodic 
features, as well as the poetic content. Despite the fact that none of the discourse constituent parameters are being 
neglected, the means mostly applied in the choral works are the tonality and writing techniques. The fact can be 
easily noticed in Antico inverno — “The Old Winter" — the first piece from the Three madrigals on lyrics by 
Quasimodo. The rendering of the sealed text comprising a series of depictive images — visual, olfactory or moving 
— which emphasize the winter hostility, is made through various stances of the tonal language: from the full 
chromatic one found within a passus duriusculus across an octave, preceding the appearance of the poem's central 
symbol — the death, to the extreme dissonances, or forth-harmonies found mainly in the cadenza segments; from 


* Voiculescu, Polifonia secolului XX [The 20th Century Polyphony], 102. 
7 Caranica Fulea, “Creatii de compozitori clujeni” [“Works by Cluj composers"], 10. 
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the insertion of the acoustic modes in the second verse, to the short restoring of tonal functionality in a 
highly-contrasting section — a drop of golden sun. Indeed, the sonority is highlighted through free polyphonic 
textures, homophony (during cadenzas), counterpointing, and imitation techniques. Therefore, the tonal language 
reveals the author’s modernistic component, while the writing stances maintain the characteristics of the madrigal 
genre, as well as the neo-classical trends. 

A highly suggestive moment of the synthesis between classicism and modernity, a characteristic feature for 
the composer, can be found in the second stanza from Antico inverno. Aiming to render the dynamism of the 
pigeons’ flight (most probably in flocks) depicted by the poetic source, Adrian Pop sets an imitation in double 
counterpoint, by using two layers of the choral configuration, namely the bass-tenor and alto-soprano pairings, in 
the order of their occurrence, while at the tonal level, the acoustic mode — 1:2 ratio — is established. This imitation 
moment is ended by a highly effective, even pictural cadential moment, made up by gradual, wavy, melodic 
progressions, placed two by two, in inversion. 
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Ex. 1. Antico inverno (“The Old Winter") — 2nd Stanza: 
Instances of the double counterpoint; segments of the acoustic mode 


The metric and rhythmic matters, the agogic, dynamic and sound articulation stand as highly important 
resources, constantly placed in close relation and in accordance with the poetic expression of the source text. 

The Antico inverno work dated 1979 shows, of course, only one situation of language usage that confirms the 
author's multifaceted stylistic view. The tonal language meets, along the universal poetry-inspired works, various 
modal and chromatic, modal-diatonic, or tonal touches; as for choral emission, it is conceived under the same sign 
of the variety of “expressiveness of the musical discourse, which promotes a distinct approach to the human voice, 
rendered through particularised writing"?, being situated at the intersection of sounding effects, vocal, extra-vocal 
or onomatopoeic, the timbre configurations given by the diversified distributions and combinations of the four 
mixed-choir vocal parts, and other parameters revealed by the analytic process. The way in which Adrian Pop 


8 Nedelcut, Muzica românească contemporană corală si vocal-simfonică [Contemporary Romanian choral and vocal-symphonic music], 32. 
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implements his favourite themes through the choral genre outlines a complex, nationally and internationally 
acclaimed creative path, which has been awarded multiple prizes by the Union of the Romanian Composers and 
Musicologists in Romania, Romanian Academy, or following the competitions held in France, Italy, Spain, South 
Africa and so forth. 

The two inspirational sources employed by Adrian Pop — the Romanian or universal folklore, or the European 
poetry — resonate, without doubt, with the spirit of a musician who masterfully combines the rich Classical and 
Modern componistic resources, and of a highly regarded man of culture! 
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